Bryan Proksch, Reviving Haydn: New Appreciations in the Twentieth Century. Eastman Studies in Music. Rochester, NY: University of Rochester Press, 2015. ISBN 978-1-58-046512-0. by Tyre, Jess
HAYDN: Online Journal of the Haydn Society of North America 
Volume 6 
Number 1 Spring 2016 Article 4 
March 2016 
Bryan Proksch, Reviving Haydn: New Appreciations in the 
Twentieth Century. Eastman Studies in Music. Rochester, NY: 
University of Rochester Press, 2015. ISBN 978-1-58-046512-0. 
Jess Tyre 
Follow this and additional works at: https://remix.berklee.edu/haydn-journal 
Recommended Citation 
Tyre, Jess (2016) "Bryan Proksch, Reviving Haydn: New Appreciations in the Twentieth Century. Eastman 
Studies in Music. Rochester, NY: University of Rochester Press, 2015. ISBN 978-1-58-046512-0.," HAYDN: 
Online Journal of the Haydn Society of North America: Vol. 6 : No. 1 , Article 4. 
Available at: https://remix.berklee.edu/haydn-journal/vol6/iss1/4 
© Haydn Society of North America ; Boston: Berklee Library, 2016. Duplication without the express permission of 
the author and/or the Haydn Society of North America is prohibited. 
1 
Tyre, Jess.  “Book Review: Bryan Proksch, Reviving Haydn: New Appreciations in the Twentieth Century.” 
HAYDN: Online Journal of the Haydn Society of North America 6.1 (Spring 2016), http://haydnjournal.org.   
© RIT Press and Haydn Society of North America, 2016.  Duplication without the express permission of the 
author, RIT Press, and/or the Haydn Society of North America is prohibited.  
      
	
Book Review:  Bryan	Proksch,	Reviving	Haydn:	New	Appreciations	in	the	Twentieth	
Century.		Eastman	Studies	in	Music.	Rochester,	NY:	University	of	Rochester	Press,	2015. 
ISBN 978-1-58-046512-0. 






While reading Bryan Proksch’s study of Haydn’s reception over the past two hundred 
years, I remembered a conversation I once had with a colleague about Classical music’s 
position in today’s world. The matter that sparked the discussion was what we might call 
the “Pires-Chailly” incident, the now somewhat famous performance at the Amsterdam 
Concertgebouw in which the pianist Maria Joao Pires, who had prepared the wrong 
Mozart concerto (K.467), heroically recalled the scheduled work (K. 466) on the spot, 
much to the delight and astonishment of conductor Riccardo Chailly. My colleague and I 
marveled at what could have happened and speculated that the gaff had been a publicity 
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stunt, something set up to entertain, even stun the audience, a little trick to rev up 
interest in some way.  
 
This made me think of the gimmicks historically associated with some of Haydn’s 
symphonies, though these had not arisen from errors. Regardless of what really 
happened (I believe the general consensus today is that Pires’s mistake was genuine), 
even the suggestion that professional classical musicians had pulled some kind of stunt 
was worrying. Why would it be necessary to go to such lengths to stir interest in 
Mozart’s concerto? My colleague offered an explanation: “In today’s larger world, the 
message of this music is dead.” Surely not everywhere, if anywhere, I thought, but the 
comment’s implications loomed larger than its veracity. My colleague claimed that this 
music’s attempts to communicate were no longer successful, no longer hitting their 
mark in a world now far removed from eighteenth-century Classicism. 
 
Yet, the sound of the eighteenth century is still heard today in many different venues. 
“How can you claim this music is dead?” I asked my colleague. “Because today’s world 
no longer understands the language of Classicism,” he answered. Apart from its 
dismissal of the capabilities of today’s listeners and musicians, this assumption seemed 
grounded in an attitude comfortably prepared to abandon Mozart, his concertos, and 
the Classical heritage. Here was another one of those urges to throw away the past that 
arise periodically in the history of musical aesthetics and reception – think ars nova, 
Tinctoris, the seconda pratica, Berlioz, Cocteau. 
 
Proksch’s book reveals how Haydn’s music suffered neglect and dismissal over a period 
that stretched from his lifetime to the beginning of the twentieth century. Like the best 
reception studies, it is a modest book that covers many large, important issues in a 
concise manner. The author focuses on primarily professional critical assessments and 
not on the concert-going public’s response, which remained generally positive if not 
overtly demonstrative. As Proksch points out right away, the critical view of Haydn has 
never been exclusively negative or positive. Rather, shifting trends in aesthetics and 
culture have sometimes increased presumptions of negativity and at other times 
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encouraged greater assumptions of positivity. How one identifies and interprets trends, 
and how one measures presumptions, is tricky work, because one always needs to know 
more about both large- and small-scale changes in thought when determining how a 
particular perspective on a body of work may have evolved. Professor Proksch 
masterfully untangles the various agendas that marked Haydn’s reception, especially 
those involved in rebuilding the composer’s reputation in the post-Romantic era. He 
uncovers a path of critical reassessment that wended its way from worshipful 
admiration through marginalization and even denigration, to rehabilitation and 
renewed appreciation. 
 
 At his death, Haydn was, with few exceptions, held in the highest regard. But early in 
the nineteenth century, the Romantic generation began to see him as a relic of the past, 
a composer whose music was easily associated with the pre-revolutionary culture of the 
ancien régime. This made him a perfect target for the avant-garde of the 1830s and '40s, 
who belittled “Papa Haydn” as an old fuddy-duddy of Classicism, even if they admitted 
the attraction of his music. For the Romantics, Haydn, despite his charm, really had 
done nothing for the development of music than prepare a path for the true hero: 
Beethoven. Deterministic thinking inflected this view, as if Beethoven and the 
Romantics waited on the horizon until Haydn built a road to reach them. Kept alive by a 
handful of devotees (and always by the subscribers to concerts), Haydn’s music survived 
through the lifespan of the Romantic movement to experience a steady comeback in the 
first decade of the twentieth century. Sparked by increased scholarly interest, but also 
new engagement through performance, major musical figures argued for 
reconsideration of Haydn’s work and legacy. Their reasons, which stemmed from 
aesthetic, cultural, pedagogical, political, and even purely personal concerns, were 
grounded in an abiding emotional engagement with Haydn’s music, and each of these 
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II. The Romantics' devaluation of Haydn's music. 
 
Negative critiques of Haydn’s music emerged in German journalism as early as the 
1760s and, in an effort to teach listeners about new music, seemed intent on diminishing 
Haydn’s popularity with audiences. Almost from the start, Haydn was moved out of the 
way to allow in others. A chief mover in early-nineteenth-century German critique of 
Haydn was E.T.A. Hoffmann, whose well-known statements about the line of descent 
among Viennese Classical composers show that he saw Haydn and Mozart preparing the 
way for Beethoven. Haydn’s art came from “a childlike, happy soul”; Mozart’s projected 
a “foreboding of the infinite.” The two culminated in the suffering “longing” of 
Beethoven. Proksch maintains that Hoffmann simply wanted to inspire Beethoven to 
greater achievements with his comparisons, but the damage was done. The attribution 
of “childlike” to Haydn would stick and undergo transformation through many 
associated qualities, and it would often be employed to bolster Beethoven’s reputation 
and advance his music.  
 
The Romantics who followed Hoffmann set about in earnest to retire Haydn. 
Mendelssohn, initially admiring, was perturbed by the fast tempos employed in 
performances of Haydn’s symphonies, and Proksch reads into these concerns evidence 
that musicians were beginning to think too casually about Haydn’s music. Quickness 
meant light, easy, dashed off, shallow. Proksch sees in Mendelssohn’s experiences the 
origins of a cold, distanced manner of playing Haydn’s music without opening up its 
expressive capabilities, a way that Hans von Bülow would later refer to as the “Haydn 
style.” Mendelssohn also witnessed the dramatic growth of the Beethoven cult in 1830s-
Paris, where he heard devotees describe Haydn “as if he were a powdered wig.” Here 
Proksch reveals the moment at which the image of Haydn as the bewigged old man of 
the ancien régime emerged, an image that would dog the composer’s reputation for 
decades.  
 
In 1831, Mendelssohn noted Berlioz’s “condescension” toward Mozart and Haydn. 
Proksch demonstrates how the French composer’s privately expressed opinions differed 
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from his published views, which raises the question whether historians can place equal 
value on the two types of communication. Private opinions are not necessarily more 
valid because they may express a secret or truer view. Often they are made off the cuff, 
with little reflection. At the same time, one must acknowledge that published opinions 
may be politically motivated or crafted for expediency. There is always an agenda with 
public statements, even if it is one of sincerity and attempted impartiality.  One cannot 
assume the same for confidential opinions. Yet, the published critique must receive 
attention, as it necessarily carries the imprimatur of professional intent.  
 
Proksch shows how Berlioz expressed respect for Haydn in his memoirs (and perhaps 
desired the kind of fame Haydn had enjoyed), but, as part of an attack upon “Classical 
values in general,” nevertheless dismissed him. The French composer wanted audiences 
to support new works, especially Beethoven’s and his own, and resented it when they 
preferred Haydn’s music. He felt increasingly disappointed by Haydn, who he claimed 
had possessed the talent to do great things, but never did them. Beyond this, while, in 
reviews from the 1830s, Berlioz appears willing to engage with Haydn’s music, he also 
finds it is beginning to sound “a little old.” Beethoven, on the other hand, is “vast, 
sublime, and without comparison,” providing an experience that Haydn fails to match. 
 
Proksch goes on to discuss how Hoffmann and Berlioz sealed the composer’s fate in the 
nineteenth century. Their views resonate with those of the Schumanns, who often 
seemed truly bored with Haydn. Robert Schumann described him as “a familiar friend 
of the house . . . who has ceased to arouse any particular interest,” thereby turning 
Haydn into a harmless old man, amiable enough, ignored by all as he totters around the 
house. Franz Liszt and A. B. Marx felt similarly wearied. Clichés litter Marx’s Die Musik 
des neunzehnten Jahrhunderts und ihre Pflege (1855), wherein one reads of “Father 
Haydn,” a “kindly” man who exhibits “careless ease” and a “childlike blissful play with 
the orchestra.” Marx contrasted Haydn’s “childlike joyousness” with the much stronger 
attributes of genius found in Beethoven, who had freed himself from all earlier 
influences and established a true point of departure for nineteenth-century musical art. 
Therein lay the crux of the matter: Marx found it necessary to minimalize Haydn to extol 
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Beethoven. What at the time was a modernist agenda had reached a point of no return, 
and could not accommodate works that, even when compared to those of a 
contemporary like Mozart, were unquestionably Classical. Moreover, as Proksch point 
out, Haydn had not lived the life of the Romantics: no dramatic or early death, no 
apparent struggles. Indeed, living into old age, he had witnessed a reorientation toward 
Romantic sensibilities, but had never changed his style in response and consequently 
fell by the wayside. Proksch suggests Haydn himself contributed to the formation of his 
image as a passé composer in the motto he used on his calling card: “Hin ist alle meine 
Kraft; alt und schwach bin ich.”( “All of my strength is gone; I am old and weak.”) 
 
The Romantic agenda further assured the decline of Haydn’s music through the agency 
of performance practice (41-45). Throughout the nineteenth century, Haydn’s works, 
especially the symphonies, were played frequently in concert halls across Europe. Were 
eighteenth-century traditions of execution to be maintained even as newer techniques 
emerged? How should listeners and critics judge such performances in a Romantic 
context? It seems they were to treat Haydn as a type of musical palette cleanser. Hans 
von Bülow, hoping to mature listeners’ tastes gradually, peppered his programs with 
Haydn’s symphonies to offset unpleasant reactions to new and difficult works. He even 
staged an amusing skit for the conclusion of the “Farewell” Symphony, much in the vein 
of what conductors such as Daniel Barenboim have done recently at the New Year’s 
concerts in Vienna, to drive home the innocuous charm, not only of “Papa Haydn,” but 
of “old Viennese Classicism,” effectively and conveniently shelving the composer’s art in 
the museum archives (44-5). More importantly for critical thought, Bülow defined a 
manner of playing Haydn’s music – fast, with little inflection or feeling – the 
Haydn’schen Style, to emphasize changes in practice that had occurred with the advent 
of Beethoven’s “sweep, fire, and vigor.” 
 
Eduard Hanslick sought to erase all historical and contextual contexts for Haydn’s 
music, and so remove it from critical debate. Perhaps he wanted to place Haydn within a 
general concept of classicism, defined by lasting, timeless qualities that cross all social 
and cultural divides. Yet Hanslick sometimes contradicted his position. He would praise 
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Haydn when he wanted to uphold the superiority of Viennese culture, but otherwise 
dismiss him. Haydn remained forever fused with the image of old Vienna, but one also 
acknowledged his role in the evolution of modern music. Hanslick could not figure out 
Haydn’s place in history because he could not understand how the composer’s prolific, 
seemingly easy accomplishments had failed to develop stylistically into Beethoven’s 
unique, labor-intensive achievements. (His historicist mindset maintained they 
necessarily had to do so.) He therefore placed the composer in a distinct era, the 
Haydn’schen Periode. As Proksch writes, Hanslick believed Haydn’s style “could not be 
connected to the earlier works of the Baroque or the ‘later’ works of Mozart, let alone 
Beethoven, hence the need to distinguish his practice from these other composers” (47). 
 
Proksch’s assessment leaves one with the impression that very few major nineteenth-
century musicians cared much for Haydn, and only his popularity with concert-going 
audiences kept his music before the public. Haydn scholarship during the period did not 
help matters. Carl Pohl’s incomplete, somewhat lackluster, though influential biography 
(1875, 1882) and Eusebius Mandyczewski’s unfinished complete-works edition launched 
Haydn’s reception towards greater obscurity. But the picture was not entirely bleak. 
Brahms, for example, privately (never publically) expressed great admiration, and 
Joseph Joachim periodically played works such as Op.33 no.3, and Op. 74 no. 1 with his 
quartet. Proksch argues that such responses appear curiously subdued and limited. 
 
III. Nouveau Classicisme and New Uses for H-A-Y-D-N. 
 
Positive change came from beyond the Austro-German orbit, and this is the heart of 
Proksch’s study. In 1909, Jules Écorcheville’s La Revue Musicale de la S. I. M. invited 
some of France’s most well known composers — among them, Debussy, Ravel, d’Indy, 
Dukas, Hahn, Saint-Saëns, and Fauré – to write a work using Haydn’s name as a 
soggetto cavato to mark the centenary of the composer’s death. That Écorcheville 
launched such a project indicates a change in outlook toward Haydn, yet his intentions 
went further, for the journalist wished to promote new trends in French music and 
scholarship literally through the use of Haydn’s name. 
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The same year, Écorcheville participated in the Haydn Zentenarfeier in Vienna, during 
which the International Music Society set out to showcase research into Haydn’s music. 
While concerts of the composer’s music were featured at the conference, little research 
was presented. Indeed, the entire affair was more the result of a desire to justify new 
approaches to musical composition by France’s leading artists than any true interest in 
Haydn, per se. Moreover, the H-A-Y-D-N pieces commissioned by Écorcheville vary 
stylistically to such a degree that it would be difficult to read into them any overt 
attempt to connect with Haydn’s music. Ravel, with his characteristic reserve and 
balanced approach to phrases and harmonic motion, might at least be seen as working 
within a context of idealized Classicism, even if Haydn had often subverted such stylistic 
conventions. Debussy appears to have followed the soggetto cavato established by 
Écorcheville in using the pitches B-A-D-D-G for H-A-Y-D-N, but the introduction he 
employs to his main theme seems cryptically defiant of the pattern. Proksch maintains 
that each of the composers who took up Écorcheville’s invitation (Fauré and Saint-Saëns 
declined), did so for his own self-interest in a way that attempted to bridge the gap 
between themselves and the Classical style. “They were shaping a musical atmosphere 
rooted in contemporary compositional practice that found resonances in late 
eighteenth-century music,” he states (71).  
 
Despite lingering negative criticisms in both France and Germany, a major change was 
occurring in the way people thought about Haydn’s music. Greater developments lay 
ahead, but the Vienna Zentenarfeier, and in particular, the H-A-Y-D-N commissions by 
La Revue Musicale de la S. I. M. mark the moment at which the century-long endeavor 
to marginalize and forget Haydn was reversed. 
 
A newly awakened sense of French Classicism, heightened in the years after the Franco-
Prussian War and during the run-up to World War I, drew attention to identifiable 
similarities between the emerging nouveau classicisme of contemporary composers and, 
as Proksch states, “the presumed aesthetics of the Classical era as represented by the 
music of Haydn and Mozart” (72). As the Neoclassical project unfolded, Haydn would 
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once again become a tool for advocating the newest musical developments, this time in 
opposition to Romantic sensibilities. Now he would be seen as a model instead of an 
example to avoid. Saint-Saëns, for example, who supported absolute music within a 
neoclassical context, saw his own approach to composition — simple, direct, free of 
contrivance or posing — as similar to Haydn’s. Paul Dukas supported a return to 
Baroque dance forms, applauding the inspiration that la musique ancienne could offer 
contemporary composers. Haydn’s use of dance and folk elements seemed a logical 
steppingstone to the present age. Both Saint-Saëns and Dukas sought confirmation of 
their own particular aesthetics in what they perceived as the chief representative of 
Classical style.  
 
For Haydn to become reestablished as a major figure, he would need to be “re-taught” to 
critics, scholars, and musicians. Recognizing his importance as a compositional model 
would be a first step. Expanding his influence on musicianship and pedagogy would be 
the second. Proksch exposes the divide that had opened between critical opinion and the 
ongoing popularity of Haydn with the public. In his capacity as director of the Paris 
Conservatoire, Gabriel Fauré well understood that there was a difference between 
persuading people to accept new music by reassessing Haydn, and ensuring that 
students learned how to play Haydn’s music professionally to satisfy audiences. Fauré 
was keen on reforming the Conservatoire to more practical ends, and his time as 
director saw an increase in the use of excerpts from Haydn’s works for student juries. 
Haydn became standard repertoire in both the concert hall and the studio.  
 
The French teacher who went furthest in using Haydn for pedagogical aims was Vincent 
d’Indy. His leadership role at the Schola Cantorum gave him a perfect opportunity to 
reformulate perspectives on Haydn’s music. D’Indy proved an influence upon a 
generation of French musicians and composers, including Satie and members of Les Six, 
and his views changed assumptions about Haydn’s pedagogical value.  
 
For a number of reasons — its seeming simplicity, usefulness for studying orchestration 
and harmony, and comparative ease of performance at the keyboard — Haydn’s music 
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had long been considered ideal for teaching children basic elements of musicianship and 
theory. Proksch finds this only encouraged critics and professional musicians in their 
condescension toward the composer. D’Indy, however, saw things differently, never 
thinking of Haydn as simplistic and, in his writings about the composer, avoiding all the 
old stereotypes. He maintained a very hierarchical view of stylistic development, 
nevertheless, and acknowledged the central position of Beethoven, describing him as the 
summit of a great mountain range of musical talents. Yet rather than trying to diminish 
Haydn or disconnect him from subsequent developments, d’Indy stressed the 
composer’s influence upon Beethoven, noting specific instances (for example, the 
isolation of a second theme in sonata form) where Beethoven gained something he 
might not otherwise have learned if he had not known Haydn’s work. More importantly, 
d’Indy set out to analyze much of the music, something nobody had done before, and he 
incorporated his conclusions into his teaching, most notably in his textbook, the Cours 
de composition musicale.  
 
Readers may study the details of d’Indy’s analyses — take his course, if you will — in 
Proksch’s explanations and illustrations, and come to their own conclusions. Proksch’s 
larger point is that the sheer attention d’Indy paid to Haydn, and his use of the music to 
teach basics of form and style, signaled a monumental shift in the way professional 
musicians thought about the composer, and established “the pedagogical foundation for 
what would eventually become a full-fledged reappraisal of Haydn’s music” (93).  
 
IV. Germany’s Modernists Reconsider Haydn. 
 
Proksch’s chapter “Haydn and the Neglect of German Genius” demonstrates how the 
composer’s reception in Germany began to change significantly after World War I. 
Heinrich Schenker would be the first to offer a revision of thought that moved beyond 
the tired images and assumptions of past criticism. But Schenker, like others we have 
seen, had an agenda: to bolster his own original methods of analysis and to express 
strong political views.  
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The First World War’s ramifications for Germany strengthened Schenker’s sense of 
nationalism. Proksch goes so far as to claim the theorist’s ideas were motivated by 
reactions to specific political developments — the Treaties of Versailles and Saint-
Germain. By rehabilitating Haydn’s music, Schenker hoped to safeguard the best of 
Germany’s cultural legacy in the most trying of times and to inspire even greater musical 
accomplishments. 
 
He may have started on the wrong foot (a 1903 publication about ornamentation in C. P. 
E. Bach and Haydn used modern editions rather than original sources), but from the 
beginning Schenker took every opportunity to promote his objectives through Haydn’s 
music. He initially avoided references to the “Haydn style,” stressing originality and 
timelessness in the composer’s works rather than nationalistic traits. He also showed he 
knew Haydn’s piano sonatas and string quartets well, and would continually return to 
them in later writings. In the Harmonielehre of 1906, Schenker discussed compositional 
technique using a number of examples from the sonatas (Hob. XVI: 18-52) and the 
String Quartet in G Minor, Op. 74 no. 3, focusing on the working out of thematic 
content, the generation of motives by rhythmic gestures, and the subversion of 
conventional development techniques to heighten rhetorical impact. 
 
By 1922, when he published the first of five analytic essays on Haydn’s music, 
Schenker’s ideas had changed considerably. Proksch argues that this new appraisal 
reflected the war’s impact on Schenker’s sense of national identity, as he would now 
struggle “to preserve Germany’s primacy . . . in the realm of music” (122). At the 
beginning of the first article, “The Mission of German Genius” (Der Tonwille I, 1921), 
Schenker made his goals clear: to help Germans protect a past that was under attack, 
and to regain a cultural confidence that the misguided actions of Germany’s leaders had 
severely damaged. To do this, Germans would have to realize anew the “value of their 
own minds.” The total loss of German-ness and German minds (Schenker includes 
among them Bach, Mozart, Beethoven, Brahms, and Haydn) was at stake. In the shame 
of defeat, the nation had ceded political power as well as its intellectual history. Post-
war guilt now impelled Schenker’s compatriots to disown these great minds, to disavow 
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anything that could specifically define their country. Without intervention, this, for 
Schenker, signaled the end: “[Germany] would set like the sun [and] would sink like a 
spiritual Himalayan mountain range into eternity, irretrievable and unattainable by the 
other nations” (122). 
 
Proksch teases out some of the problems Schenker might have confronted (but did not) 
in identifying Haydn as a great mind of Germany. One of these was the composer’s 
Austrian identity, which would have been confused further by Germany’s adoption of 
Haydn’s “Kaiserhymne” for its national anthem in 1922, only two years after the 
Austrians had replaced it as theirs. Austrian critics who maintained differences between 
the two countries’ traditions were another problem, as were cultural divisions between 
northern and southern Germany that had revealed themselves in negative reactions to 
Haydn even in his own day. Schenker nevertheless presents Haydn as definitively 
German. His 1922 essay on the Piano Sonata in E-flat (Hob. XVI: 52; Der Tonwille III) 
forgoes strict analysis to rebuke all who had ignored Haydn’s contributions in the past. 
His objective, according to Proksch, was to present a “thinly veiled defense of the 
German Empire that doubles as a clear argument in favor of Austria’s cultural 
integration within the larger German world” (123). In fact, Schenker supports the 
ancien régime, which the Romantics saw as a marker of Haydn’s obsolescence. 
Following Griesinger, he mentions that Haydn had complained of attaining greater 
recognition abroad, in both England and France, than in his own country. Such 
embarrassing admissions only poured salt in the German wound. It appeared modern 
Germany had willingly abandoned Haydn, and it would fall to Schenker to rescue him.  
 
Yet this was not Schenker’s exclusive aim. Proksch examines the correspondence 
between the theorist and Anthony van Hoboken (who provided access to unknown 
primary sources) to discover that Schenker was truly committed to redirecting attention 
to musical concerns and the original aspects of Haydn’s artistry. His greatest 
achievement in this regard appears in the Fünf Urlinie-Tafeln (1933) in the preface to a 
graph of the Piano Sonata in E-flat (Hob. XVI: 49). Here, Schenker opposes the 
complexity of Haydn’s “demonic spirit” to the old assumptions of simplicity and ease. 
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Schenker examines the unfolding of line and voice leading, but also discusses style and 
art, and tries to demonstrate how Haydn’s musical language is not the same as Mozart’s 
or Beethoven’s. Haydn’s idea of linearity is connected to other elements — rhythm, 
dynamics, and form — and is realized through the act of solving contrapuntal problems. 
This was an indication of genius, and so a reason to bring Haydn back into the list of 
great artists. 
 
The integration of these elements, especially of rhythm, with linear motion, evident 
from the opening of the sonata, made the piece live for Schenker. Even before this essay, 
in his Harmonielehre, Schenker had focused on rhythmic propulsion at the phrasal level 
to show how Haydn could undermine Classical conventions. (Proksch uses the analysis 
of the Piano Sonata in E-flat, Hob. XVI: 52 as his example.) He isolates sudden breaks in 
rhythm and phrase as evidence, not of Haydn’s famous humor, but of a striking 
originality (131). Haydn’s “surprises,” then, were not only entertaining, they were 
arguments about style itself, a dialogue between the elements of Classicism and the 
composer’s unique voice. 
 
With the improvement of German life in the mid-1920s, Schenker appears to have lost 
interest in projecting his nationalism through Haydn. His desire to reeducate the public 
about the composer’s “demonic” spirit eased somewhat. But beyond the revival of 
German culture, what could one expect from a new awareness of Haydn’s originality? 
Arnold Schoenberg saw this question through a lens of self-identification. Haydn was “a 
kindred spirit in composition,” writes Proksch. “Schoenberg’s self-image reflected what 
he saw in Haydn’s music” (139). And Schoenberg was, after all, the leader of the Second 
Viennese School, as Haydn had been the leader of the First. But beyond this, 
Schoenberg, like d’Indy, was interested in Haydn for pedagogical reasons. He wanted to 
use Haydn’s music to teach his students.  
 
Analyses of Haydn appear in most of Schoenberg’s books and course materials for his 
classes at USC and UCLA. Proksch offers evidence that the composer applied what he 
learned from Haydn in his own music, for example, in parallels one can identify between 
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Gurrelieder and The Creation. His larger point is that, like Schenker, Schoenberg 
introduced important, historically more abstract issues to Haydn scholarship, many of 
which are still evolving today. By studying Grundgestalten, phrase structures, and 
developing variation in Haydn’s music, Schoenberg would highlight the composer’s 
innovative spirit; moreover, what he discovered about motivic generation, odd-measure 
hypermeter, and Haydn’s approach to topoi has assumed a central position in today’s 
scholarship. 
 
Annotations in Schoenberg’s personally owned scores suggest he applied his ideas about 
playing Haydn’s music to performances of his own works, which helped him both 
conceive of ways to indicate what he wanted from performers and predict how his music 
could affect listeners. When the Kolisch Quartet premiered his Third Quartet in 1927, 
critics drew comparisons with the manner of playing Haydn’s chamber music. Violinist 
Jenö Lehner even suggested musicians play the Schoenberg “as if it were a Haydn.” 
Proksch sees in these comparisons Schoenberg’s belief that his own music could further 
the traditions of the Classical string quartet. Schoenberg was also using the stereotype of 
Haydn’s simplicity – the ease and casual manner of playing his music that Bülow 
summed up in the “Haydn Style” – to encourage a similar approach to his works, known 
for their difficulty and incomprehensibility. He wanted audiences to grasp and enjoy his 
quartet as one might a Haydn quartet, and he wanted the performers to play in a way 
that invited understanding. As Proksch writes, “he wanted his musical rhetoric to persist 
through the difficulties” (141).  
 
Many of Schoenberg’s analyses (of phrase, motive, form, and harmony) deal with 
Haydn’s quartets and piano sonatas. In “Analyzing Haydn’s Style,” Proksch examines 
how Schoenberg stressed Haydn’s emphasis upon the workings of theme, rather than 
melody. Melodies were simple, predictable statements; themes, however, went on 
“adventures” and investigated problems. Haydn had changed the course of music 
history by working to solve such problems. 
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The most significant transformation in music between the eighteenth and twentieth 
centuries had involved fully exploring the implications of Baroque counterpoint 
(advanced primarily by Fortspinnung technique). With the emergence of a 
predominantly homophonic style in the Classical period, a need arose for new 
approaches to thematic unfolding, and resulted, as Schoenberg described it, in “a more 
elaborated development through variations of the motive” (Style and Idea, 108-09). 
Composers turned to “developing variation” as a means of working through the 
problems in their themes, and were no longer bound by the unchangeable motive found 
historically in strict counterpoint. For Schoenberg, Haydn was the first composer after 
Bach to successfully tackle the problem of thematic variation within a contrapuntal 
context that had rapidly changed in the mid and late 1700s. Haydn’s contribution to the 
progress of composition had, therefore, been immense.  
 
The implications of “developing variation” technique form a focus in Schoenberg’s 
analyses of Haydn, as they do in his consideration of Brahms. But Haydn had travelled 
first down the road to progress, once again positioned as a precursor. An analysis of the 
Piano Sonata in D, Hob. XVI: 42, which made its way into Fundamentals of 
Composition (1967) is perhaps the most detailed statement on the issue. Examining the 
sonata’s first movement, Schoenberg explores Haydn’s use of developing variation 
technique as it applies to motive and rhythm, demonstrating the thoroughgoing, 
continual evolution of both elements. Harmony, too, might be amplified and extended 
to motivate variation, as Schoenberg shows in his analysis of the finale of the String 
Quartet in C, Op. 76 no. 3 “Emperor.” In studying Haydn’s approach to developing 
variation, Schoenberg had discovered the foundation of the principle as it operated, not 
only in the music of post-Bachian composers, but in his own. Proksch’s chief point here 
is that Schoenberg identified with what he perceived as Haydn’s strikingly original and 
complex, but logical means of articulating musical intentions (the “lives,” if you will, of 
themes, motives, harmonic progressions, etc.). “Schoenberg’s interest in the promotion 
of intelligibility through unorthodox means becomes apparent,” writes Proksch, “as it 
does in his own compositions, where the markers of traditional tonal intelligibility are 
obscured or altogether absent” (156).  
16 
Tyre, Jess.  “Book Review: Bryan Proksch, Reviving Haydn: New Appreciations in the Twentieth Century.” 
HAYDN: Online Journal of the Haydn Society of North America 6.1 (Spring 2016), http://haydnjournal.org.   
© RIT Press and Haydn Society of North America, 2016.  Duplication without the express permission of the 
author, RIT Press, and/or the Haydn Society of North America is prohibited.  
      
	
V. Early-Twentieth-Century America’s “Modern” Haydn. 
 
In “Haydn in American Musical Culture,” Proskch discusses the frequency with which 
American orchestras, mostly in New York City, played the composer’s works at the turn 
of the twentieth century, when it appears “ensemble rivalry” drove programming to a 
degree. As an example, Proksch notes that Pablo Casals played the Cello Concerto in D 
(Hob. VIIb: 2) with the New York Philharmonic in 1915 and 1925, and with the New 
York Symphony in 1920 and 1926. Indeed, the 1925-26 New York season became the 
defining moment in the American reassessment of Haydn. Along with the Cello 
Concerto, the New York Symphony performed the symphonies nos. 46, 95, 100, and 81, 
while the Philharmonic played nos. 101 and 88, as well as the Harpsichord Concerto 
(Hob. XVIII: 11) with Wanda Landowska as soloist. Landowska wrote her own program 
notes for this last occasion, wherein she argued “the works of Haydn are great, not by 
reason of serving as stepping stones to Beethoven, but because they contain in 
themselves their own proper sources of that inspiration and originality which give rise to 
masterpieces.”  
 
Among the responses of professional critics, the remarks of Paul Rosenfeld and 
Lawrence Gilman stand out. Writing in 1920, Rosenfeld observed that Haydn’s music 
had lost its popularity over time because audiences had lost the ability to understand the 
language of Classicism (my colleague evidently was not the first person to wonder about 
this!), and had forgotten how to actively engage with music in favor of a more passive 
experience at the hands of the Romantics. Rosenfeld’s supposition appears a bit turned 
around. The extreme individuality and introspective nature of so much Romantic music 
requires more work from audiences – the obscurity and indistinctness so prized by 
composers such as Liszt comes to mind, and the highly personal nature of the listening 
experience examined, for example, by James Johnson in Listening in Paris (1995). 
Haydn’s generation had to appeal to listeners immediately, and had to be accessible. 
Rosenfeld’s argument turns on the assumption that Haydn’s audiences could 
understand him and wanted to “collaborate” as “equals in the business of creation.” His 
larger goal, however, was to underscore a position we have already encountered, that of 
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teaching listeners to appreciate new music, for the dedication with which audiences 
relearned Haydn’s language could be transferred to understanding and accepting the 
difficult music of early twentieth-century composers. 
 
In program notes written for a performance of the Symphony No. 88 in 1926, Gilman 
actually turned Haydn into a modernist, describing the “intrepidity of the daredevil 
Joseph” and his “daringly futuristic” harmony, which challenged even Wagner’s 
accomplishments. How did old “Papa Haydn” become such a dangerous fellow? Gilman 
finally identified the problem that obscured Haydn’s originality and image, and the man 
who was to blame: Berlioz. Milton Weil, writing as “Mephisto” in Musical America (20 
February 1926) recognized that Gilman had “broken a lance” for Haydn’s cause and was 
challenging Berlioz’s “belittling appraisal of the old master.” Gilman was on the attack 
against Romanticism, which, like Haydn before, needed to move aside for the new 
music. Once more, Haydn was used as a straw man in the ongoing battle of musical 
aesthetics and tastes. In his notes, Gilman declared the Symphonie fantastique a failure 
compared to Haydn’s accomplishments, and suggested Berlioz was foolish to have so 
easily written off the Viennese master. Advocating the new music at the expense of the 
Romantics, Gilman was guilty of what he accused Berlioz of doing one hundred years 
earlier. 
 
VI. Nationalist Inspiration or Universal Artist?: The British Agenda. 
 
Through the help of advocates such as Toscanini and Sonneck, Gilman and Rosenfeld 
had, as Proksch writes, “recontextualized the repertoire and empowered audiences to 
approach [Haydn’s music] with fresh ears” (174). By the 1930s, Donald Tovey’s ideas 
about Haydn were altering American and British perceptions. Proksch turns to the 
entanglement of flawed scholarship that influenced the latter in the early twentieth 
century. Once more, the composer’s music would serve political agendas, in this case 
through attempts by William Henry Hadow, Hubert Parry, Holst, and Vaughan 
Williams to locate Haydn’s central inspiration in Croatian folk song, and to find parallels 
in Britain’s folk heritage that might inspire modern English composers.  
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Hadow had studied the published claims of ethnomusicologist Franjo Ksaver Kuhac 
(1834-1911), who posited that Haydn was essentially Croatian and had been influenced 
in his work by Slavic musical cultures. Hadow’s own book, A Croatian Composer: Notes 
toward the Study of Joseph Haydn, would argue similarly. Proksch stresses that Hadow 
had no particular reason to draw so much attention to Haydn; indeed, the composer’s 
music had not suffered in Britain as it had elsewhere, and perhaps did not need such 
advocacy. Hadow more likely wanted to find an illustrious model for his nationalistic 
goals. Haydn had nourished his talent upon his ethnic roots, and, according to Hadow, 
so should the next generation of English composers. The assertion makes sense if one 
considers that Hadow’s importance in education (his work on the Royal Board of 
Education led to the establishment of high schools in Britain) positioned him to effect 
change in how people thought about the instruction of contemporary composers. 
 
Hadow’s claims of Haydn’s Croatian ancestry were proven false in the 1930s. As Proksch 
shows, the comparisons Kuhac and Hadow made between Croatian folk sources and 
Haydn’s music are too general, the similarities too broad, to argue convincingly for 
substantial connections. They nevertheless encouraged British composers to investigate 
folk music as sources for their work. By the time of the 1932 bicentenary, Vaughan 
Williams was extolling Haydn’s Croatian heritage and his ability to treat borrowed folk 
elements in an original manner, probably, according to Proksch, to derail any criticisms 
of his own use of English folk music. The argument was personal for Vaughan Williams, 
who (like Schoenberg) projected his own self-image as an artist onto Haydn – a man 
who had wrestled with the same problems of sources, inspiration, and ingenuity.  
 
Vaughan Williams backed away from Haydn a bit after the collapse of the Croatian 
attribution. Hadow, too, appeared ready to adopt Tovey’s line of thinking, which undid 
the assumption of Haydn’s folk heritage to provide a different and larger perspective. 
“Tovey would argue successfully that Haydn’s music was not rooted in nationalism,” 
writes Proksch, “and that it had much broader implications than the mere quotation of 
folk tunes. Instead it spoke more abstractly to audiences across both place and time: 
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Haydn’s contributions to musical expression could not be pigeonholed” (189). Herein 
lay the seed of a perspective on Haydn’s music that has been maintained down to our 
own time. 
 
Tovey, keenly interested in popularizing music for the masses, attempted to educate 
audiences by analyzing Haydn’s music, rather than appealing to its simple attractiveness 
or nationalistic zeal. He finally eclipsed nineteenth-century perceptions through his 
focus upon analysis as a means of discovering truth, thereby representing an early 
instance of the essentialist turn in twentieth-century criticism. His earliest published 
analysis of Haydn’s music, an essay on the Piano Sonata in E-flat (Hob. XVI: 52) from 
1900, looks at the piece “as if it were an entirely new and difficult work.” Tovey 
highlighted the sonata’s unusual turns of harmony and unconventional key 
relationships, hoping to strengthen the listener’s experience, for he believed that, to 
appreciate the work fully, one must first meet the intricate challenges it presents. “If 
[Haydn] were more difficult to follow,” wrote Tovey, “he would be more often and more 
easily listened to.” The privileging of both complexity and originality that would 
characterize Modernist aesthetics in the twentieth century is evident here.  
 
Tovey’s articles “Haydn the Inaccessible” (1917) and “Haydn’s Chamber Music” (1929) 
reveal that he knew the composer’s music well. His editions of the piano trios (Hob. XV: 
18 and 26, published in 1939 and 1951) underscore an intention to popularize and revive 
the music. Tovey rearranged the string parts to give them more independence from the 
keyboard, hoping to make the parts more interesting for performers. He realized his 
version of the trios might seem overreaching (Proksch supplies an example from the 
Trio in A, Hob. XV: 18 in which the cello doubles the violin’s part), but he had a 
somewhat bizarre explanation: “These will not have been inadvertencies of my own, but 
genuine freaks of Haydn’s imagination which have been revealed by my removal of the 
whitewash which Haydn has mechanically spread over them.” And he went further in 
his appropriation. “Haydn is an untidy artist,” he wrote; “Mozart is a tidy one; 
Beethoven is an untidy artist with a conscience; score a Haydn trio on Mozart’s 
principle’s, and the answer will come out Beethoven.” One must wonder which was 
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worse: the light-weight simplicity and powdered-wig imagery used against Haydn by the 
likes of a Berlioz, or Tovey’s recomposition of the music in an attempt to spread the 
word about Haydn’s fantastic inventiveness. 
 
Like Hadow, Tovey underscored Haydn’s creativity and powers of expression, but while 
Hadow had credited the composer’s ethnic heritage, Tovey held that Haydn was a 
“genius” whose music eclipsed all the contexts for its conception, including background, 
historical position, and location. Lawrence Kramer saw this as representing a Victorian 
perspective, but Proksch believes Tovey actually changed the Victorian view into one 
“more willing to accept Haydn’s music on its own terms” (199).  
 
His repudiation of Hadow and expressed aversion to exploring folk elements in art 
music also set Tovey against Vaughan Williams, though not against the English 
composer’s own original creations. Discussing the Overture to the The Wasps, Tovey 
wrote, “[Vaughan Williams] can invent better tunes than any that will ever be 
discovered by research.” And in an essay on the Concerto Accademico, he states, 
“Though it may amuse a certain kind of expert to trace [folk] origins in his music, it is 
quite unnecessary for the intelligent enjoyment of it.” This was, as Proksch describes it, 
Tovey’s chief problem with folk elements: “the triviality of folk references as an aid to or 
even substitute for traditional musical expression and intelligibility” (200).  
 
Tovey’s writings avoid confronting Hadow’s claims about Croatian influences, and 
barely address folk qualities at all, even where we would expect them to do so. For 
example, the drones and open fifths in the third movement of the Symphony No. 88 do 
not proceed from folk influences, per se, for Tovey, but instead represent “one of 
Haydn’s finest pieces of rustic dance music.” Proksch emphasizes Tovey’s firm belief in 
the composer’s greatness as something far beyond “quotation or purely thematic issues 
alone. [His] denationalization of Haydn essentially ignored the problem of ethnicity and 
refocused attention on the artfulness of the music” (206). 
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The question whether Haydn based any of his music upon folk songs or elements from 
Croatia, Hungary, or wherever may never be answered satisfactorily, and ultimately was 
not so pressing for Tovey, whose importance lay in “forging the English-language 
Haydn” in the twentieth century. Hadow’s claims helped the process, because they led to 
greater investigation of the composer’s works (even if the claims were proven false), and 
stimulated new understandings about Haydn’s style. But Tovey made the folk-song 
question irrelevant, and perhaps the greatest indication that he redirected the course of 
Haydn’s reception can be found in the words of his colleague Marion Scott (1877-1953), 
who in 1950 wrote in Music and Letters (vol. 31, pp. 119-24): “Haydn was a great thinker 
in music, as well as a man whose mind and heart lay open to pure inspiration, and . . . in 
drawing material for his music from many countries he transmuted it into a larger 
beauty to be given back to the whole world.” 
 
VII. Recent Assessments; Final Thoughts. 
 
With Tovey we reach the final major incarnation of Haydn in the twentieth century. 
Proksch completes his study with a consideration of the latest developments in Haydn 
scholarship and reception. 1959 marked the 150th anniversary of the composer’s death, 
by which time a new, positive view of Haydn had been established. In 1975 the 
International Conference on Haydn consolidated scholarship further and led to a 
number of monumental contributions to the understanding of Haydn’s music and time, 
including iconic works by James Webster, Charles Rosen, and H. C. Robbins Landon. 
Important Haydn journals had been launched even earlier, and composers such as 
Norman Dello Joio and Elliott Carter had written works based upon the musical ideal 
that Haydn represented. Proksch also gives an overview of recordings, films, and 
television shows that have featured Haydn’s music in the twentieth century. Leonard 
Bernstein’s televised Young People’s Concerts stand out in that they reveal a major 
composer-conductor’s view of Haydn changing practically on camera.  
 
In a short appendix, Proksch discusses why he does not have much to say about the 
Russian reception of Haydn, especially as it concerns Stravinsky’s and Prokofiev’s 
22 
Tyre, Jess.  “Book Review: Bryan Proksch, Reviving Haydn: New Appreciations in the Twentieth Century.” 
HAYDN: Online Journal of the Haydn Society of North America 6.1 (Spring 2016), http://haydnjournal.org.   
© RIT Press and Haydn Society of North America, 2016.  Duplication without the express permission of the 
author, RIT Press, and/or the Haydn Society of North America is prohibited.  
      
	
perspectives on Classicism. Poor documentation and few sources give us any real sense 
of the Russian experience, of how Haydn’s music was received in concerts or taught in 
schools. Moreover, one might think a piece such as Prokofiev’s Classical Symphony 
reveals something of the Russian response to Haydn, but in Proksch’s view it does not. 
“Reception history is limited by the sources available” (228),  states Proksch, a caution 
that historians should always keep in mind. Of course even good sources cannot tell the 
whole story. Either by design or through circumstance, our understanding of how a 
critical mind reached its conclusions about Haydn or any other composer remains 
forever incomplete. Nevertheless, reception historians must take up the challenge to 
explore that mind and ferret out hidden significance and meaning; to do less is simply to 
report what has already been printed or said. Proksch answers the call admirably and 
tells a fascinating story in the process. 
 
As I finished this book, I was reminded of the time when, at an AMS convention, during 
the discussion period after my presentation of a paper on Schumann’s reception, 
someone asked me why we should care what anybody thought about the composer’s 
music 100 years ago. The question was greeted with lively applause, which I took as an 
enthusiastic protest against the very premise of reception history. Anyone who reads 
Proksch’s book should find that question exasperatingly naïve at best. What people 
think or thought about any composer’s music arguably resonates with a power that 
affects the full range of musical experience across a vast stretch of time. Haydn’s 
reception circumscribed the two most significant eras in Western art music of the past 
two centuries, namely, Romanticism and Modernism. Whether we speak of the 1830s or 
of the 1930s, we find an intention to reject music of the previous era. Ironically, Haydn 
was used each time for the same reason: to justify the new. Sometimes Haydn was the 
hammer and sometimes he was the nail — quite an indictment against critical opinion, 
but one well worth uncovering, for it tells us as much about ourselves as it does about 
Haydn’s music.  
 
In À la recherche du temps perdu, Marcel Proust’s monumental meditation on the 
passage of time, there is an episode that resonates strongly with the unfolding of 
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Haydn’s reception and the composer’s role as a revolving door for changing musical 
aesthetics. Here, the protagonist, reflecting upon civilizations that appear temporarily 
static in their development and seem to think nothing new will ever occur, states: 
“Meanwhile the philosophers of journalism are at work castigating the preceding epoch . 
. . even the work of its artists . . . which have no longer the least value in their eyes, as 
though they were indissolubly linked to the successive moods of fashionable frivolity. 
The one thing that does not change is that at any and every time it appears there have 
been ‘great changes.’” 
 
